images, by activating a kind of "guided imagination act". The intertwining of codes determines also a substitution of the description by actions, as described by ancient rhetoricians. The description of actions solicits more powerfully the embodied simulation of the reader/listener. This creates an "in-between" space where what was unthinkable becomes thinkable. Since the afforded cognitive process is overwhelming for the reader/listener, he/she is driven to overcome his/her own cognitive limitations thanks to processes of the imagination that "fills in the gaps" between the known and unknown.
We argue that in modern times, starting with Romantics, this process is particularly amplified and ekphrasis becomes a metacritical commentary about the act of imagining, since it induces the reader to complete the description by simulating a personal experience triggered by the rhetorical "vividness" of ekphrasis.
This hypothesis will be elucidated by investigating as case-study an ekphrastic text by German author Heinrich von Kleist, who wrote about the revolutionary painting The
Monk at the Sea by Caspar David Friedrich. In Kleist's text Feelings about a
Seascape by Friedrich (Empfindungen vor Friedrichs Seelandschaft, 1810) , the author does not describe or represent the painting, according to the traditional ekphrastic praxis, but the aesthetic, perceptive, emotional and imaginative experience of seeing the picture, i.e. the dynamical affective processes engaged by the reader/observer in front of the painting, which in Friedrich's intention represents "the act of seeing itself". This act involves a strong embodied simulation which finally amplifies the process of the imagination of the reader, whom is guided to bodily experience the imagined sublime space of the picture. Kleist, Caspar David Friedrich, neuroaesthetics, embodied simulation
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Question and aims of this study
The "vividness", i.e. the peculiar "effectiveness" of ekphrastic texts is based on the intertwining of verbal and visual codes, involving the processes of both reading (or in the ancient times listening to) and elaborating visual features by priming a mental image. This is a paradox: the word evocation of visual features disavows the process of visualization by facing the reader/listener with the need of "creating" his own images, by activating a kind of "guided imagination act". Moreover, since the ancient time of the Latin rhetoricians, the technique of ekphrasis aims to transform the reader/listener in witness of the described scene, presenting before the eyes not really a static scene but the action itself, like in case of a murder or a battle. In this perspective, ekphrasis turns out to be not so much a description of visible phenomena but the representation of actions. This enhances in the reader a stronger affective and emotional response, due to the more intense experience of reconstructing the features of an action by creating his/her own imaginative counterpart to the words. Finally, the reader/listener is faced by a cognitive overwhelming process triggered by the heterogeneous nature of the text: this induces a strong activation of the imagination in order to establish a relation to the very process of the aesthetic experience itself, which is metacritically represented in the text, since ekphrasis implies a meta-reflection on the act of seeing an artwork. This relation among the artwork, its literary representation and the reader/listener's response become crucial within the genre.
We will elucidate this claims by analysing Kleist's ekphrasis of the painting
The Monk at the Sea by the Romantic artist Caspar David Friedrich (see: Müller; Begemann, Rühse) . The focus of our study is to highlight and explain the innovation in Kleist's use of the traditional rhetorical strategy of ekphrasis in relation to the crucial questions of the epoch about the Sublime in nature and in the art (see Kant and Schiller). Kleist's text twists the traditional system of ekphrasis, by representing the very process of imagining: this is obtained by deconstructing the original image in order to stimulate the reader's imagination to reconstruct the process of the aesthetic experience of seeing the picture. The text describes not an art object, but rather the process of relating to it by the imagination act triggered by the embodied simulation instantiated by the textual features. The described experience refers to a state of tension between nature and art, as well as between artefact and subject. The representation of this process allows the author to render the experience of the Sublime which is otherwise impossible to describe, calling on the emotional and imaginative power of the reader and conducting him to reconstruct the very process of the aesthetic experience.
Ekphrasis and enargeia
Ekphrasis is a text genre bringing a visual subject matter vividly before the eyes (see Webb) . This issue characterizes the pivotal works from the Ancient time to the Cometa), when it acquired a particular relevance in the aesthetic discourse and was much practised and discussed, since our attention in this paper is focussed on the cognitive, emotional and imaginative processes put at stake by the strategies of ekphrasis since the Romantics.
From its origins, ekphrasis was meant to stimulate the imagination (Webb 1) and to achieve an alteration in the reader/listener's emotional state. This was to be obtained by enhancing through words the "liveliness" of the mental image representing the described object (Henkel, Descriptio 337) , consequently illuminating the quality and essence of the object itself. This technique was considered in the Latin culture as a powerful tool capable to give to the verbal medium new "persuasive" qualities, forcing and stretching the usual descriptive limits and the power of "meaningfulness" (Boehm 22) . As explained by Latin rhetoricians, particularly by Quintilian (Institutio Oratoria 6.2.29-30), ekphrasis is "a technique used to make the audience feel involved in the subject matter, to make them feel as if they were at the scene of a crime, or that they themselves witnessed the achievements for which an emperor is being praised" (Webb 10). Ekphrasis was best applied not just to represent a scene (i.e. time, place, characters, etc.), but the action itself (i.e. a murder, a battle, etc.). This issue in our opinion does not characterize only the ekphrastic discourse of the ancient culture in contrast to the modern one, but is a fundamental character of the genre and has been much exploited again since the Romantics.
This implies that ekphrasis is to be considered not so much as a description of visible phenomena but as the representation of actions. This triggers a more intense emotional response in the reader/listener, since the somatic components of emotion respond more strongly to the activation of the sensory-motor circuitry solicited by the embodied simulation, which is enhanced by the contemplation of an action (Cuccio, Carapezza and Gallese 69) . So, although unaware of the brain processes, but well aware of the efficacy of the rhetorical use of the language, already ancient writers aimed to depict the subject matter through actions and events, instead of carefully listing the elements of the scenes which were to be described. In fact, the final purpose of the ancient ekphrasis was to "persuade" and emotionally move the audience by creating the fictive and lively illusion of "being present" on the described scene. At the linguistic level, this was achieved recurring to the quality of enargeia, i.e. the vividness of language, which was theorized not only in ancient times, but also in the Romantic period, mainly by Wilhelm von Humboldt (1830-35) .
The description of artworks was meant to imply a more evident use of the words as tools of emotional transmission and resonance (Heffernan, . For the German Romantics the relation between thought and speech was a major research issue since their new psychological inquiries especially focused on the linkage between language and emotions 1 . Therefore, a central issue was the role of language in the construction of thought. According to Friedrich Schleiermacher, thinking is grounded in language, is "identical with language": "Speech is the mediation of the communal nature of thought" (Schleiermacher, Hermeneutics 7) .
Language is the essence of all which is conceivable by the human brain:
Language is a guiding principle for everyone, not only negatively, in that we cannot escape from the domain of the thought grasped within it, but also positively, in that the language directs how we combine thoughts through the interrelationships that lie within it. Thus we can say only what language wants, and we are its voice. (Schleiermacher, Hermeneutics 15) During the Romantic period, literary and linguistic studies were mainly engaged with the theoretical attempt of tracing the origins and the features of beauty and of the aesthetic experience. The quarrel about the prominence of verbal or visual media in the making of the aesthetic experience and of thought was not first raised in (Müller, Kleists Rethorik 231; Müller, Kleist und die bildende Kunst). What was considered to be common ground to all practised forms of pictoriality 2 was the lively rendering of the scene, the enargeia of the description.
In order to uncover the main features ascribed to enargeia, we have to consider Quintilian's book VI of his Institutio Oratoria, where he describes the production of enargeia from the orator's point of view and sets out his understanding of the psychological processes involved in it. As analysed in depth by Ruth Webb, Quintilian conceived of enargeia as the result of an internal, psychological process, pointing out that the force or "vividness" of the speech relies on the capacity of the orator to transfer his mental image through words to the listener. How is this meant to work? Quintilian explains it by giving a brief account of the mental process he calls φαντασίας (phantasia), a Greek term usually translated in Latin with visiones (Webb 95) . He describes this mental process as similar to daydreaming and was so interested in it because the Greek tradition referred to it as the means by which absent things could be represented in a way that readers/listeners may have the impression of "seeing them with their own eyes". The mastery of this faculty was thought to give great power over the emotions of the audience (Quintilian, Institutio Oratoria 6.2.29-30). Quintilian's claim about enargeia implies that this last is an active force with a strong impact on the reader's mind, almost like a physical force.
The process of "placing before eyes" creates in the reader the illusion of being present at a past or future event, even if he is "aware" of the paradox implied by not being in front of the real scene. Quintilian suggests that in order to make this illusion as realistic as possible, the author should always use familiar elements, things "most apt to lodge themselves in the mind" (Webb 110) , because of their analogy with personal memories.
This brings us directly to the relationship between memory and imagination as modern researches have recently shown (see Chatterjee's researches). In fact, memory seems to be directly connected with mental images. For Greek and Latin thinkers too, images were considered to be the product not only of sense perception, but also of the recollection of memory images (phantasmata). In Aristotelian philosophy, perceptual impressions received through the senses during life were supposed to create memory-images thanks to a sort of mechanical "imprinting" of the brain (Aristotle, On Memory and Recollection 450a 30-32). Words are in Quintilian's opinion, and in that of many later rhetoricians too, tools to communicate the internal images of the speaker to the audience, thanks to the natural power of words to recall memories. The enargeia is therefore far more than just a rhetorical strategy: it becomes a way of giving language the power to transfer the images stored in the author's memory to the imagination of the audience. Reading about a visual experience stimulates the reader to conceive imaginary or recollected scenes by "virtually" seeing something that is physically absent. This fictive paradoxical nature of ekphrasis engages the reader in a complex "combination of acquiescence to and awareness of the illusion" (Webb 10).
We claim that at the core of this paradoxical dynamics of such texts is not just the description of a work of art (Bildbeschreibung), but the reconstruction of a perceptive, emotional and imaginative experience aiming to represent the response to an aesthetic experience. This because the peculiarity of ekphrasis is to trigger a strong and contradictory affective response in the reader, leading to noticeable emotional and cognitive changes. This process is instantiated by the "intermedial" act of weaving together elements pertaining to visual arts with those pertaining to poetics, forcing a shift from one kind of stimulus into another and generating what in the modern theoretical and aesthetic discourse is called a hybrid "iconotext" (image/text device) (Mitchell 100) reliant on two heterogeneous semiotic systems (Louvell 6) . The strength and fascination of ekphrasis relies on this paradoxical feature:
Ekphrasis, then, has a Janus face: as a form of mimesis, it stages a paradoxical performance, promising to give voice to the allegedly silent image even while attempting to overcome the power of the image by transforming and inscribing it. (Wagner 13) This paradoxical quality of ekphrasis is amplified in the Romantics. What is at stake now in the definition of new paradigm of Modernity is the experimentation of the power displayed by the ekphrasis to strongly influence the emotions, the recollection of memories, and the imagination of the reader, by meta-representing the very process activated by the imagination during the aesthetic response.
Ekphrasis, aesthetic response and imagination
Before demonstrating the above exposed claim in relation to the aesthetic discourse of the Romantics, we need first to describe how emotions, recollection of memories and imagination are put at stake by ekphrasis. In ancient rhetorical theories of ekphrasis we find the phenomenological explanation of some features of this text genre that were developed intuitively in order to gain a better response in soliciting perceptive and imaginative faculties in the audience. These issues are nowadays up-to-date matters in many neuroscience studies, particularly in those referring to the biological underpinnings of the aesthetic experience (see: The iconotextual hybrid medial coding of ekphrasis solicits in the brain as well areas processing language, semantic inferences, symbolic representations, as areas processing mental images and embodied simulation. We speculate that the embodied experience of the reader is more amplified by the ekphrastic text, than by text genres.
This because the multimodal codes intertwined in the ekphrasis appeal more than in other cases to the embodied simulation of the reader, to bodily perception, to actions, to emotions and to the multisensory nature of imagination.
In general, language relies as well as on an embodied as also on a symbolic basis, as attested by Louwerse's symbol interdependency hypothesis. Linguistic understanding is therefore the result of mixed processes attaining the embodied perception of the reader and the symbolic meaning induction of words . The embodied simulation instantiated by ekphrasis is a mechanism activating our own internal representation of body states that are associated with actions, emotions, or sensations (Freedberg and Gallese 198) . The embodied simulation processes (see : Varela, et al.) rely on the "as-if body loop", which implies empathic and emotional activations. As Vittorio Gallese claimed, when interpreting actions, emotions and sensations of others, the embodied simulation is the core experience of the pre-rational sense-making process (Gallese, ). Freedberg and Gallese draw the following conclusions:
Activation of the same brain region during first-and third-person experience of actions, emotions and sensations suggests that, as well as explicit cognitive evaluation of social stimuli, there is probably a phylogenetically older mechanism that enables direct experiential understanding of objects and of the inner world of others. (Freedberg and Gallese 198) Not only actions, emotions and sensations we see, but also those we read about, activate our internal embodied system of bodily representations "as if" we were directly experiencing similar emotions, feelings or sensations, also evoked by forms, colours and lines. The aesthetic emotional response during the literary experience is more strongly enhanced by the activation of simulation-loops elicited by the dynamic qualities of the literary imagery (see: Pulvirenti and Gambino, Immaginazione; Pulvirenti and Gambino, Leggere Goethe) . It has already been demonstrated through brain imaging that the activity of motor areas is particularly enhanced by motor imagery (see: Cuccio, Carapezza, and Gallese). There is also scientific evidence about the fact that visual and haptic systems share a common substrate and that the neural substrates for visual and haptic processes overlap (see: Kim and James; Stilla and Sathian). Information deriving from visual and haptic origin converges in IPS (intraparietal sulcus), which is not only part of the somatosensory and visual system, but also part of the motor system, integrating sensory, visual and motor processes (see: Hamilton and Grafton).
Moreover, the multisensory nature of imagination involves the haptic activity bound to movement and visual acts (see : Goebel et al.) . In particular, looking at a painting representing a physical action or reading about it engages part of the motor system, specifically the mirror neuron system. Discovered by Rizzolatti and colleagues (1992 Rizzolatti and colleagues ( , 1996 Rizzolatti and colleagues ( , 1999 Rizzolatti and colleagues ( , 2009 , the mirror neurons fire, both in monkeys and human beings, when executing or observing an action, and have also been shown to resonate in humans when observers "infer the intent of artistic gesture" (Chatterjee;
Chatterjee and Vartanian 370), either explicitly declared in an artwork or implicitly conveyed through colours and forms. The mirror neuron system offers a scientific explanation for many phenomena relevant to the aesthetic experience such as the empathic processes relying on the embodied simulation.
Responses to paintings or to descriptions of paintings display empathic reactions, since they activate our emotional circuitries, mirroring the emotions expressed in artworks through forms, colours, dynamics, and so on . Empathic and emotional feelings may arise in any aesthetic experience, since, as Chatterjee and Vartanian claim, "subjects focusing on the feelings that artworks evoke, exhibit bilateral activation of the insulae, regions strongly implicated in regulating our autonomic nervous system and the visceral experience of emotions" (Chatterjee and Vartanian 372) .
According to recent studies in the field of neuroaesthetics, we claim that the efficacy of ekphrasis in the Romantic period relies on its meta-representation of the perceptual processes involved in the ekphrastic text which intensify the activation of the brain's motor neural areas in the act of simulation. In fact, in our hypothesis, the dynamic quality due to references of the language to action and motion produces a particularly intense dynamic simulation. Therefore, the reader, who identifies his/her own experience with the perceptual one represented in the text, will experience a particularly intense emotional response. In fact, Chatterjee and colleagues have produced evidence regarding the aesthetic experience as a phenomenon emerging from the interaction between sensory-motor, emotionvaluation, and meaning-knowledge circuitry (Chatterjee and Vartanian 370 ; see also Shimamura; Chatterjee) . The intensity of a reader/observer's response relies on the intensity of the activation of the neural motor areas. This has been demonstrated in relation to vision, to language, and partially to the process of imagination-even in the absence of any physical movement, the observation of an object implies the activation of the sensory-motor system (Freedberg and Gallese 201) . Furthermore, language exploits the pre-existing multimodal character of the sensory-motor system (Gallese and Lakoff 456) . Many studies also prove that some parts of the The relevance of aesthetics in the romantic discourse is to be intended as a new modelling of scientific, philosophical, social, and ethical pursuits according to the form exemplified in poetry and in arts, as Novalis' famous imperative of "poeticizing" life claimed. In the romantic sense, poetry intended as a "transcendental act" is a device capable of raising the human ability to think and reflect to a higher power. Its aim is to reach the unreachable, the Absolute intended as a whole, an unconditioned totality that overwhelms human reason.
In this sense, according to Rancière, a main issue of the romantic aesthetics is In this sense, the romantic poetry represents a philosophical activity of the reflective and creative power of the human being striving towards the Absolute. This longing for the Infinite is an affective attitude that can be enhanced by the experience of aesthetic pleasure. Aesthetic pleasure is a peculiar form of awareness instantiated by the emotional relation (and the reflection on this relation) between a subject and an object, as we will also see in Kleist's text. The aesthetic feeling, i.e. the experience of beauty, leads the subject to approximate the Absolute intended as a holistic unity without trying to subsume it under any principle or concept and without affording to determine it. Therefore, the aesthetic feeling striving for the Absolute is open-ended and autonomous, mostly doomed to fail in its attempt to experience the Absolute. As Kant claimed, the aesthetic pleasure is characterized by "a causality in itself, namely that of maintaining the state of the representation of the mind and the occupation of the cognitive powers without a further aim. We linger over the consideration of the beautiful because this consideration strengthens and reproduces itself." (Kant 5 :222) (RG).
Kleist's "green glasses" and his search for a tool "to paint the soul"
A metarepresentation of the aesthetic experience in relation both to the Sublime in nature and in art is at stake in Kleist's ekphrasis of Friedrich's famous painting. Kleist's interest for the fine arts is a fundamental part of his aesthetic reflection, which joins the romantic "Kunstenthusiasmus" with the experimentation of a new expressivity forcing the limits of language. His opinions about art and his use of ekphrasis is grounded in the debate about language: the author was obsessed by the problem of the inadequateness of language as tool to express and communicate his inner world and his own emotional experience. We quote one of the most relevant passages about Kleist' The language scepticism is the expression of Kleist's philosophical and moral crisis about human knowledge (see: Mandelartz) that was usually put in relation to Kant, but probably was due to reading Fichte's The Vocation of Man [Die Bestimmung des Menschen] (1800). Kleist's famous "green glasses" metaphor expresses the outmost scepticism with regard to the concept of truth and of the human abilities to reach it:
If men had green glasses instead of eyes, they would believe that the objects they see are green -and they would never be able to decide whether their eyes show them things as they are, or whether they do add something to them that belong not to them, but to the eye. The same is true with regard to the mind. We cannot decide whether what we call truth is really true, or whether it only appears so to us. If the latter, then the truth we assemble here is nothing after our death, and all endeavour to acquire a possession which will follow us to the grave is in vain. -If the point of this thought does not penetrate your heart, do not smile at one who feels wounded by it in the deepest and most sacred part of his being. My great aim has failed and I have no other.
(Letter to Wilhelmine von Zenge, 22.3.1801) 4 Nevertheless, Kleist tried to create a poetic and "magic" language able to "paint" his personal phantasmata and emotional states (Seeba 114 Kleist's interest in ekphrasis was probably due to its "paradoxical effect" (Wagner 30) , which relies, as we have already pointed out, on the implicit attempt to "show" and "illuminate" an "absent object" through words generating what is called in psychological terms its "vividness", the lively rendering of a scene or action (see:
Mitchell; Boehm and Pfotenhauer), or in rhetorical terms its "enargeia" (Quintilian, Moreover, it renders the violence of nature and the loneliness of the endeavours by depicting a mostly schematic scene, horizontally divided into three areas characterized only by colours, the pale ochre of the dune, the black of the see, the blue-grey of the clouds. Friedrich's representation exceeds the frame of the human gaze and amplifies the vision towards boundlessness. This is achieved by applying different strategies: first the painting lacks a foreground, and this introduces a great change in the basic principles of the eighteenth century's framed gaze (see: Stoichita). The importance given to the frame in the eighteenth century theory was due to the implicit rational intention of the gaze: this art of exploring the world urged to precision, to sharpness and therefore to the need to cut out a part from the whole.
Isolation and sharpness determined by the "framed gaze" helped to give a cognitive structure to the elements in paintings.
Step by step, the eye was conducted to explore the surface of the canvas, putting single elements together into a sort of complex cluster that gives a sense to the parts and to the whole of the representation. This The sublime object is of a double nature. We refer it either to our power of comprehension, and succumb in the attempt to form for ourselves an image or a concept of it; or we refer it to our vital power, and consider it as a power before which those of ours vanish into nothing. But although in the one as in the other case we preserve the painful feeling of our limits through its instigation, so we do not, however, flee it, but rather are attracted by it with irresistible force. Would this be quite possible, if the limits of our imagination were at the same time the limits of our power of It is magnificent to stand in infinite solitude on the seashore, beneath an overcast sky, and to 2 look on an endless waste of water. Part of this feeling is the fact that one has made life's way 3 there and yet must go back, that one would like to cross over but cannot, that one sees 4 nothing to support life and yet senses the voice of life in the sight of the waves, the murmur 5 of the air, the passing clouds and the lonely cry of birds. Part of this feeling is a claim made 6 by the heart and a rejection, if I may call it that, on the part of nature. But this is impossible 7 in front of the picture, and what I should have found in the picture itself I found only 8 between myself and the picture, namely a claim my heart made on the picture and the 9 picture's rejection of me; and so I myself became the monk, and the picture became the 10 dune, but the sea itself, on which I should have looked out with longing --the sea was 11 absent. 12
There can be nothing sadder or more desolate in the world than this place: the only spark of 13 life in the broad domain of death, the lonely centre in the lonely circle. The picture, with its 14 two or three mysterious subjects, lies there like an apocalypse, as if it were thinking Edward 15 Young's "Night Thoughts" and since it has, in its uniformity and boundlessness, no 16 foreground but the frame, it is as if one's eyelids had been cut off. Yet the painter has 17 undoubtedly broken an entirely new path in the field of his art, and I am convinced that with 18 his spirit, a square mile of the sand of Mark Brandenburg could be represented with a 19 barberry bush, on which a lone crow might sit preening itself, and that such a picture would 20 have an effect that rivalled Ossian or Kosegarten. Why, if the artist painted this landscape 21 using its own chalk and its own water, I believe he would make the foxes and wolves weep: 22 the most powerful praise, without doubt, that could be given to this kind of landscape 23 painting. (Kleist, From its very beginning, Kleist's text evoke overwhelming feelings in front of the natural Sublime by using adjectives describing a disproportional relation between the viewer and the natural landscape: "magnificent", "infinite", "endless" (see line 1-2). This evocation recalls Kant's concept of the Sublime (Kant, Kritik 115) as an experience exceeding the human rational ability to comprehend the own But the simulated proprioception, empathically evoked by the verbs of movement and sight, drives the experiencing self into a disproportional landscape, which overwhelms his/her cognitive faculties: "Part of this feeling is a claim made by the heart and a rejection, if I may call it that, on the part of nature" (see lines 5-6).
This provokes a kind of cognitive shock: "that one sees nothing to support life and yet senses the voice of life" (see lines 3-4), inducing the reader to imagine the visual experience of "viewing" this empty landscape by means of the imagination.
In fact, the missing description of specific features of the painting is introduced from the beginning by the evocation of a "feeling": "Part of this feeling is the fact that one has made life's way there and yet must go back, that one would like to cross over but cannot, that one sees nothing to support life (see lines 3-4). This kind of introduction does not allow the reader to reconstruct a real landscape (see:
Kurz). In the meanwhile, the author, failing in his attempt to relate to the painting, induces strong emotional reactions, by mixing abstract images, like the "endless waste of water" (line 2) with acoustic inputs, by conveying visual effects with metaphors (the "voice of life in the sight of the waves, the murmur of the air") (lines 4-5), and dynamic images like "the passing clouds" (line 5). The "persuasive force" of this dynamic elusive description is due to the artful gulf created between the evoked images and the need of inferring personal remembered experiences (Webb 170 ) in order to complete them. This is at the core of the subjective experience of the author, This experience is further potentiated by reference to a reality that goes beyond the framing attitude of perception and cognition (lines 20-21) . This process overwhelms the cognitive abilities, soliciting a particularly intense emotional response in the reader, which is faced with the experience of the absence of the very subject of the painting: the sea (lines 10-11). In this way, the very object of the sight -the see-is denied (Greiner 160).
The reader's imagination is enhanced to produce a "virtual" experience of what the author self is unable to conceive, namely the vastness and loneliness of nature. This is conveyed by the use of rhetorical figures, like prosopopoeia (thought and emotions are ascribed to the inanimate features: "There can be nothing sadder or more desolate in the world than this place"; "the lonely centre in the lonely circle" see lines 12-13), metaphors ("the only spark of life in the broad domain of death" in lines 12-13), hyperboles (lines 12, 13-14) , the climax of the simile "like an apocalypse"
(line 14). The boundlessness represented in the painting is described as a "failure" of the gaze, which is no longer able to "frame" and catch the necessary glimpses of the (GP)
